This article addresses the complex conceptual framework of Drexciya, an electronic music duo from Detroit who established an origin myth based on the Middle Passage, the route for ships carrying enslaved African people from one geographical location to another across the Atlantic Ocean. Whereas the origin myth of Plato's Atlantis ends in a permanent submersion into the sea, the world of Drexciya begins with the creation of an underwater country populated by the unborn children of pregnant African women thrown off of slave ships. Drexciya exists as a sonic third space characterised by embedded myths, the construction of culture and the invention of tradition. I will highlight the development of this sonic fiction that spans several decades, influencing many artists, musicians and scholars, by focusing on the Drexciyan concept of an intercultural, transnational network that shows the movement, migration, or scattering of people away from their homeland, and newly created spaces that transform identities and cultures. This article draws on obscure artist interviews and well-known sources about Drexciya, including essays by Kodwo Eshun and Ben Williams, while advancing the notion of non-physical, sonic islands that sit in spaces between the island and the ocean.
Introduction
Myths reveal that the World, man, and life have a supernatural origin and history, and that this history is significant, precious, and exemplary. (Eliade, 1963: 19) Origin myths purport to describe the creation of a natural or social world. Every origin mythology describes how a new reality came into existence. The story of Atlantis comes to us from Timaeus, a Socratic dialogue, written in about 360 BC by Athenian philosopher Plato. Atlantis, taking its name from Atlas, the god of navigation, can be interpreted as an allegory for the myth of the creation of a world with Athens, Greece at the center. Plato's account describes a seafaring civilisation that battled the Athenians, angered the gods and perished into the Atlantic Ocean. The Atlantis story, which describes the creation and destruction of an ideal state, extends to other stories, ruptures and a complete disintegration of one experience to create another (Smallwood, 2007: 122) . One such story was based on the Middle Passage, the route for ships carrying enslaved African people from one geographical location to other places across the sea.
In his essay 'Black Secret Technology' Williams considers Drexciya, an origin myth and aural journey created by a Detroit-based electronic music duo of the same name. Drexciya, according to the duo, was an underwater country populated by the unborn children of _______________________________ Shima Volume 10 Number 2 2016 -69 -pregnant African women thrown off of slave ships during the Middle Passage who had learned to breathe underwater in their mother's wombs (Williams, 2001: 168) . The Middle Passage is a popular subject among artists, scholars and writers across the African Diaspora and the Black Atlantic (see Gilroy, 1992 , for instance). Thus, Drexciya, a much lesser known a myth of origin (as well as soundscape that situates listeners in a liminal space between these experiences and representations), is a subject that will be further explored in this article. 1 Unlike Plato's Atlantis tale that ended with the submersion of an island into the sea, Drexciya begins with the rupture of the Middle Passage and the subsequent submersion of survivors who created a new, albeit fictional, nation. Drexciya was never lost to us; it forever exists in channels that were created within the depths of a sonic universe. Kodwo Eshun noted that the Drexciyan myth, built partly on Paul Gilroy's The Black Atlantic: Modernity and Double Consciousness (1992) is used to highlight the influence of the slave trade on black identity and culture (Maloney, 2012: online Stinson saw Drexciya as a whole different plane of reality, as a journey or quest to be freely interpreted by listeners. The duo sought to transcend labels but their music remained grounded in black music technology. The point was not to disguise what they were doing but to create new territory in electronic music. Drexciya produced music that flowed freely like the water they referenced endlessly in their track titles. A rare interview with Stinson provides more insight into Drexciyan mythology, including the story of the "Seven Storms" or seven albums produced in quick succession in the early noughties. When asked what the duo's theme was, Stinson said, it's "an infinite journey through inner-space within (to) find the beauty that is inside and bring it out" (Lardossan, 2002: online) .
In The Quest we hear repetition in the looping, polyrhythmic patterns of the Roland TR-808, an electronic drum machine that produces extremely low-frequency sounds. As much of the ocean has yet to be explored by humans it is a good place for artists to imagine alternate worlds and realities, which is evident in Drexciya's numerous titles. Water is the main theme throughout the music of Drexciya. Water also gives birth and provides passages to islands, some big or small, and others that are purely imaginary. The fictional islands of Drexciya, surrounded by the Atlantic Ocean, are networked through water. For the musicians and fans of their music, Drexciya immerses listeners in another dimension between the oceanic and island worlds. There are a few places of convergence between Atlantis, the legendary lost island subcontinent and Drexciya, the imaginary utopia for submerged Africans escaping slavery. While one (Atlantis) protected the Athenians from conflict the other was a form of escapism from oppression. Radford has contended that:
As propaganda, the Atlantis legend is more about the heroic Athens than a sunken civilization; if Atlantis really existed today and was found, its residents would probably try to kill and enslave us all. (2014: online)
Atlantis is often idealised as an advanced, utopian society holding wisdom that could bring world peace. However, for some, the Atlanteans were a technologically advanced society intent on world domination by force. Unlike Atlantis, Drexciya's origins begin with the forcible removal of people who, after a time, evolve into "wave-jumpers" or stingray and barracuda "battalions" who launch aquatic and sonic invasions against oppressors who The R.E.S.T. principle provides clues to all possible environments where Drexciyans can survive, from the depths of the Atlantic, to oceanic islands, or even outer space. James Stinson talked about extraterrestrial storms hitting Earth, which may explain the themes and titles on Harnessing the Storm. These ideas are all generated from the same source, for a primary purpose that comes from within the origin mythology of the Drexciyan universe. Not simply about a journey back to Africa, the duo's aim was something far more universal, a journey, which leads us as listeners to a place of self-discovery, no matter where we happen to live. Drexciyan lore is always at the threshold of reality, existing between previous ways of structuring identities, time, space, or networks, and a new way of life. It's a life that is meaningful but not always popular or fully understood by a mainstream audience. (Gibran, 1976: 66 There is another way to look at the oceanic island concept of Drexciya, through the experiences and desires of an artist who intentionally removes himself from the mainstream way of life in order to create. While water provides the peaceful, isolated space Drexciyans need in order to research, experiment, and play with different ideas, the creations that emerge manifest in many environments. Stinson talks about his isolation from commercial electronic music, as well as from other individuals, groups, and labels attributed to Detroit techno. Stinson says that his (Atlantis-like) "cave" in Atlanta where he regenerates after an album is produced and released (Lardossan 2002) . In isolation, he does not to look at what is going on in the music world, which he describes as toxic to his process. Thus, the island life of Drexciya becomes a metaphor for the seclusion of a nomad (Stinson) who finds inner peace in a comic book-like water world of his own creation.
_______________________________
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Life is an island in an ocean of solitude and seclusion. Life is an island, rocks are its desires, trees its dreams, and flowers its loneliness, and it is in the middle of an ocean of solitude and seclusion.
Drexciyan Hybridity and the Sonic Third Space
It has been noted that Drexciya's method of production was secluded or disconnected from other techno and electro scenes (Ivers, 2012: online) . Their sound carried the foundations of early techno and electro-funk as well as the ocean mythologies of Atlantis, and ancestral spirits in Africa. Note the similarities between Drexciya's "Darthouven Fish Men" and the amphibious, fish-like Nommo hybrids from outer space worshipped by the Dogon of Mali, for instance, both of whom require watery environments in which to live (Van Beek, 1991) . Drexicya is what post-colonial scholar and theorist Homi Bhabha (1994) would refer to as a third space of enunciation or expression in which cultural systems are constructed (which includes embedded myths, the construction of culture and the invention of tradition). Bhabha's Third Space theory explains the uniqueness of people or contexts as hybrids. Various scholars have referred to cultural and ethnic interactions and exchanges that draw on notions of translation and negotiation that comes into being when cultures and identities meet and blend, thereby challenging and displacing "our sense of the historical identity of culture" (Hanna, 2015: 20-21 (Harding, 2016: online) . Singer Beyoncé's song and music video, "Formation," as well as scenes from her audio-visual album Lemonade features trap music from post-Katrina New Orleans, a successor to post-industrial Detroit techno. In all of these instances similar themes emerge such as African diasporic traditions, hybridity, techno-cultural creativity and innovation, and a passage into the dimensional jump-hole described by Stinson, which is like the Kalunga line, a watery boundary between the world of the living and the dead in religious traditions of the African Congo. The word Kalunga is Kikongo for "threshold between worlds" (Thompson, 1984) . The Kalunga line with its cross at the centre is often associated with bodies of water, with the Atlantic Ocean being prominent ( Figure 4) (Gaskins, 2016: 3) These examples mentioned here provide diverse cultural narratives about real and imagined people or beings that live on either side of the dimensional jump-hole. Fictional Wakanda is isolated from the rest of the world like Drexciya, occupying the thresholds between the Earth's natural elements, sound and hybridity, Africa and the universe. Long after the trans-Atlantic slave trade ended ideas about this between-ness have proliferated. Through electronic music, Drexciya reveals the third space through a sonic engagement with water, island life, futurity, and the transnational dimension of transformation. Drexciya unseats the language and textuality of the Middle Passage as a narrative that reconceptualises Atlantis as an Afro-futuristic space. The realms of Nseke (the upper, physical world) and Mpemba (the underworld) in the cosmogram motif provide a visual for the Drexciyan jump-hole. The bottom half is also referred to as Kalunga and this mythical underworld comes to life through Drexciya's music -dispersing into the airwaves, distorted by machines and electrified with funk.
_______________________________
For Ellen Gallagher the Drexciyan origin myth becomes a two-dimensional visual space for exploring signification and identity in art. As she has identified:
The 
Conclusion
Metaphors for the ocean and its islands are helpful ways to understand the music of Drexciya. However, that is just the beginning of the journey into myriad spatialities where the themes re-imagine many cultural, scientific and technological concepts. The dimensional jump-hole to Africa is our portal between the known worlds, into a hybrid reality or techno-cultural aquazone. This threshold brings us the Dogon's Nommo as well as Drexciya's "Water Walker". Drexciya is mysterious and isolated from the rest of the world in perpetuity due to the untimely death of James Stinson -at times emerging under names such as Dopplereffekt, Transllusion and The Other People's Place. The music takes us on a quest, from 'Deep Sea Dweller', which signals Atlantis, to 'Bubble Metropolis', which gives form to the Drexciyan world. Later, the duo explored Mars ('Red Hills of Lardossa') and Grava 4, an album that refers to grava theory, which is a single, continuous, super-field that contains and mediates all energy, mass, space and time in the entire universe. We adapt to these environments using 'Molecular Enhancement', and continue to the 'Unknown Aquazone' until 'The Journey Home', the nature of which is largely spiritual.
The Drexciyan sound is the portal to the realisation of a third space that represents a fusion of a physical first space and a remote second space; at times transcending geographies into a networked place that can be experienced by multiple listeners, across great distances. Drexciya's themes and cultural references cross over into other artists' projects, directly or indirectly, finding commonality the hybrid space that exists between worlds, in the watery boundary between the world of the living and the transformed. This threshold draws on modern African cultural ethos, technology, and artistic actuation by creating self-determined, representational worlds. In discourse of dissent, this is a place where the oppressed plot their liberation, where stolen or abandoned migrants survive adverse conditions. The sonic third space in the Drexicyan universe is a transport for the souls of survivors traveling back to Africa, re-entering the world of the living as beings that can survive deep in the depths of the ocean, on land, or wherever they chose to go.
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